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INTRODUCTION
'Luckily, old secrets aren't old; old secrets are history.' Jill Lepore, The New Yorker, 24 June 2013 Everyone who writes about intelligence -hacks, novelists, literary journalists and academic historians -must confront the seductive powers of the espionage myth. In popular culture, an intelligence agent operates in the spaces 'between' -legal and illegal, public and private, and fact and fiction. The characters of a George Smiley, James Bond or Modesty Blaise are often confused with their real-life counterparts while the real, and often more mundane stories, go unrecorded.
Former intelligence agents-turned-historians or novelists reinforce the myths, controlling the flow of information and protecting their reputations, or shaping stories to justify the institutions for which they work. As the CIA's 'entertainment industry liaison officer' recently made clear, these popular stories are important to the intelligence agencies: 'Hollywood is the only way that the public learns about the Agency' (Jenkins 2012) . While whistleblower Edward Snowden's recent leaks about the NSA and its close British partner, GCHQ may soon take the shine off the glamour of intelligence gathering, the novelist John le Carré describes its enduring appeal. ' [Spies] know their own legends and foster them, even believe them, and like actors they know the punter is watching them all the time ' (le Carré, 2013a) . Moreover, the clandestine nature of spying -with its trade in information, cover stories, secret files and 'classified' documents -lends itself to these quasi-fictional representations. Their information is authoritative but not always reliable, creating a source of knowledge that demands trust from a potentially untrustworthy source (White, 2007) .
Although this ethical dilemma applies to all branches of intelligence, there is a special case to be made for the representation of female agents. In popular and academic histories until recently, they have either been neglected, marginalized or discredited as either 'honey traps' or 'spy courtesans' whose role within intelligence history is inevitably sexualized (Miller, 2003; Proctor, 2003; White, 2004; Wheelwright, 1992) . This is illustrated by the story of Kitty Harris, one of the few female NKVD agents to be decorated, whose career for Soviet intelligence spanned almost two decades.
Harris was the subject of a Russian-language biography in 1999 that was translated into English two years later and of a drama-documentary for Canadian television in 2004.
In this paper, I will explore the particular ethical challenges facing the literary journalist when writing on the subject of intelligence, where information is notoriously hard to verify, by analyzing the biographical treatment of Harris. In the process, I hope to raise relevant questions for an approach to the writing of history, using Norman Sims's definition of 'literary history' as a category of writing where journalism and history overlap (Sims, 2012) .
Historians and journalists agree that intelligence sources may be difficult, even impossible, to confirm and Keeble argues that in this field, 'the focus of journalism shifts from objective, verifiable "facts" to myth: in effect, there is a crucial epistemological shift' (Keeble, 2004: 49) .
Others have identified a problem of political discourse in which facts or 'discernible reality' are now considered antiquated and spin doctors create what Garton Ash has called 'a neo-Orwellian world of manufactured reality' (Keeble, 2004: 49; Salmon, 2010: 126) . Even when the source is verified, the literary historian faces the possibility of an additional ethical challenge, in the expectation of a favourable interpretation in exchange for access. As Trevor-Roper commented:
'When a historian relies mainly on sources which we cannot easily check, he challenges our confidence and forces us to ask critical questions. How reliable is the historical method? How sound is his judgment?' (in Dorril, 2010: 6) .
I faced these problems directly when working as a co-producer and co-writer of the 2004 Canadian History Channel drama-documentary about Harris, A Spy's Life: Kitty Harris. On the surface, Harris (1900 Harris ( -1966 was a perfect subject for investigating myths about female spies. She was the child of Jewish Russian émigrés to Canada and until the 1995 release of the Venona files (Soviet messages decrypted by US and British intelligence in the 1940s), virtually unknown outside Russia.
1 After Harris was identified as the agent referred to in the traffic as ADA, a Russian biography of her was published, authored by retired KGB agent Igor Damaskin (Damaskin, 1999 (Haynes & Klehr 2000 , Schecter & Schecter, 2002 .
The Spy with the Seventeen Names
The biography by Damaskin, based on 'a thick file' (Gordievsky, 2003) (Gordievsky, 2003) .' The Harris biography, he added, was among many that KGB Colonel Oleg Tsarev organised 'to improve the image of the KGB abroad' (Gordievsky, 2003 Gordievsky laments the biography's absence of footnotes and the brevity of its bibliography, concluding: 'In reality, this is a novel about Soviet intelligence, despite the fact that all the characters are real' (Gordievsky, 2003) .
How then can literary journalists measure the value of the information provided by experienced individuals, like Damaskin, who may be working to a hidden agenda or who even admit to their unreliability as a source? A starting point, as indicated above, may be to resist the 'espionage myth'
-that one must trust the 'unreliable narrator' because of their experience and inside knowledge.
The unreliability extends to the narrators contained within the official documentary record, as Damaskin himself acknowledged:
[A]rchives all over the world are founded on agents' evidence and those people can lie, can be wrong or just not correct on purpose. Any person who forms a document is a man with his subjective qualities and he [can] put into a document what he thinks is right and needed. After that, a document bears different amendments of different superiors who are also subjective and also such documents are usually formed in favour of different leaders .
Lc Carré has captured on the page the psychology of this exchange, in which the intelligence agent offers revelations to a trusting 'punter'. As he writes:
Their power over you lies in letting you know a little bit, and implying they know a whole lot more; in reminding you of the perils they grapple with, day and night, while you lie in hoggish slumber in your bed. You must take us on trust, they are telling you; or else pay the price when the bomb goes off in the marketplace. (le Carré, 2013a)
The problem is that, mixed in with the mythologizing, there is also valuable information worthy of discovery that can genuinely shed light on historical events. How, then, to separate the fact from the fantasy?
Whistleblowing and leaking time to search thoroughly and to work laterally through unlikely files, 'with enough coffee and cigarettes', most subjects can be examined (in Dorril, 2010: 11) . 'The motto of these dedicated denizens of the archives is that there are no secrets, only lazy researchers' (ibid). However, as This scenario illustrates how researchers, therefore, find themselves reliant upon former agents who may have their own motives for providing access to privileged information. One category of narrator that deserves mention is that of the whistle-blower. Here, the source may be motivated to counter the mythology of the services in which he or she has served or to expose their former (or current) enemies. As Knightley (1986) , Jenkins (2012 ), Miller (2003 and others have argued, the intelligence services in the US and Europe are huge empires that are adept at justifying their vast budgets by publicising their successes and minimizing their failures. Furthermore, many of these agencies, even within the same state, are competing against each other and factionalism leads to leaks, with one faction attempting to promote its interests over another. This is unproblematic until the information released threatens the elite in some significant way and then the full force of the law is thrown at the leaker (Campbell, 2011) .
The actions of whistleblowers disillusioned or enraged with the institutions for which they labour (Campbell, 2011) . This practice of 'leaking' where covert sources pass sensitive or confidential information to a journalist is a time-honoured way for government and private sector employees to highlight malpractice.
However, in our current age of IT 'hyper-connectivity', new information flows intersect with economic, political, social, and cultural force fields that hold ever-greater democratic potential.
According to Pieterse (2012) , 'one of the frontiers is "liberation technology" which ranges from hacking to whistleblowing, leaking and "clicktivisim'". Pieterse argues that the real impact of WikiLeaks, the organization that disclosed 251,287 US embassy cables, was its confirmation and documentation of hegemonic operations, political complicity and war cries, changing their status from 'allegations and hearsay to actionable offence or, at a minimum, information that carries political consequences' (Pieterse, 2012 (Pieterse, : 1913 . Furthermore, Shirky suggest that WikiLeaks represented a shift from hacking to leaking, or facilitating 'insiders from large organisations to copy sensitive, confidential data and pass it on to the public domain while remaining anonymous' (in Pieterse, 2012 Pieterse, : 1919 Hyper-connectivity has transformed the landscape, but cases from the Cold War and even earlier periods can teach us about investigating the validity of intelligence sources for the purposes of literary journalism and historical writing. Just as thinking laterally about sources is important, so
too is conducting what might be described as an 'internal check' of one's own subjectivity. To avoid the romantic pull of plots from popular fiction, and indeed popular history, the literary journalist must first be aware of them. Furthermore, sensitivity to sources whose writing appears to conform to these popular tropes through their use of language, style, tone and plotting devices, may enable the investigator to better understand the function these stories serve. (Newman, 1956: 63; Coulson, 1930a: 110) . Massard encouraged his readers to believe the prosecution's charge that her execution was justified as punishment for her national betrayal. The fabrication strayed into the territory of propaganda, ensuring that the myth of the treacherous female spy, popular in fiction and film before the First World War, would endure (Wheelwright, 1994; Darrow, 2000: 273 . When our interview moved to Harris's work for the Comintern in Shanghai after 1927, described in detail in the biography, he admitted that the intelligence archives yielded no 'specific records describing risks and all the hazards of those assignments' but that 'most likely [] she had been involved in risky situations' ).
Rabinowitz's attempt to formulate a reader-oriented criticism in the 1970s, reconceptualising
Walter C. Booth's idea of the 'unreliable narrator' as one who tells lies, conceals and misjudges his/her narrative audience, may be helpful here (Rabinowitz, 1977) . In an interview the literary journalist must evaluate both the accuracy of the information from the subject (the narrator) but also the mode in which it is delivered. If we recognize the performative element in an interview, we become sensitive to body language, pauses, gaps and silences which all indicate possible motives behind its delivery and therefore, to the trustworthiness of the subject. Rabinowitz makes an interesting point about a duality that may be especially relevant to the 'reading' of intelligence stories which, more than most works of non-fiction, slip between fiction and factual modes.
Rabinowitz points out that readers of fiction hold the contradictory notions that in any proper reading, the events portrayed must be treated as simultaneously 'true' and 'untrue'. However, the greater the distance -geographical, cultural, chronological -between the author and his readers, the more difficult it is for the writer to bridge this gap (Rabinowitz, 1977: 125-126 ).
This same principle may operate for literary journalists writing for the medium of documentary television. As Elias has argued, 'Documentaries are constructs, yet they seek to reveal the real without mediation. Watching a documentary involves holding these two contradictory beliefs at once, a process of disavowal which is not terribly unusual in human behavior, but is inherently unstable ' (in De Groot, 2009: 149) . However, whether consumers of historical documentaries are concerned with the problem of narrative instability and the authenticity of sources is another matter.
According to Eitzen, 'popular audiences of historical documentaries are not particularly interested either in the complexity of the past or in explaining it. What they want more than anything . . . is a powerful emotional experience' and practitioners of television history believe that coherence and a drive towards storytelling take priority over historiography (in De Groot, 2009: 152) . In fact, the discrepancies between the fictional elements of Damaskin's biography were not considered relevant to the narrative of A Spy's Life so that the viewer would know nothing of the narrator's unreliability .
There are other elements at work in these readings too. The Spy with the Seventeen Names often lacks the kind of specific detail about dates and locations but includes lengthy passages of dialogue between Harris and others, along with her inner thoughts, all of which are presented without attribution so are impossible to verify. 5 As Gordievsky points out, the lack of sources alone suggests only a partial disclosure of Harris's actual career and life (Gordievsky, 2003) . Harris, portrayed as a heroine who sacrifices comfort, physical and emotional security for the greater cause, fits White's definition of female spy archetypes that appear in popular culture; Mata Hari is the 'spy courtesan'
and Kitty Harris is the 'female professional' who ends up, by her very presence, raising questions about the 'great game' and the 'socio-political matrix' that are never resolved (White, 2007: 7) .
A contextual reading is essential to understanding Damaskin's biography, or any other. The 'fantasy' elements in this purportedly factual account suggest that his Russian audience may well 'read' it as a form of romantic literature. 'I just fell in love with this woman,' Damaskin said in one interview. 'All her life she was serving our country. She never criticised our country though she was imprisoned here at some point and put into a mental asylum' (Marsh, 2013: 200) . Indeed, it is possible to place Damaskin's version of Harris's story within the dominant traditional ideal of the pure-hearted Russian woman who will do anything, even serving a few years in a psychiatric hospital, to serve the nation's ideological cause.
As these examples demonstrate, the lesson for literary journalists in this field is to be alert to nuances of language, to compare accounts and to contextualise material, to think creatively about identifying sources and to be sensitive to those that appear to validate popular mythologies. Reading an interview and an author's writing with an understanding of their declared and hidden subjectivity, including an awareness in intelligence history of its enduring mythologies, may help with the problem of interpretation. But it is also incumbent upon the literary historian to undertake his or her own internal checks to avoid suggesting that theirs is a more neutral, and therefore superior, narrative. As Novick has argued on the ethics of historical practice, there is a need for both a bedrock of commitment to rigorous factual accuracy while acknowledging that it can make no greater truth claims than poets or painters (Novick, 1998) . However, there is a risk in assuming that if history is merely literature, then the truth of the matter is entirely relative (and of no consequence because it is just a story) and open to individual interpretation (Sims, 2012: 215 ).
Damaskin's biography of a Soviet spy, where it appears unproblematic that scenes and characters are manufactured, illustrates this point very clearly.
Conclusion:
As the biographies of Kitty Harris and Mata Hari illustrate, for the literary journalist engaged in a critical history of the intelligence services, it is important to understand the underlying myths and romantic literary conventions of their subjects. In this way, they may become more aware of how their own subjectivity may act as a guiding force in their (and other's) choice of subject, their identification of appropriate sources and their interpretation of historical data. These challenges may lead them to find innovative ways of researching in areas previously regarded as impervious to serious intellectual exploration. While government and institutional records rarely give a complete picture, oral and secondary sources can add much to providing necessary context and immersive detail for the literary historian. However, since these sources cannot be taken at face value as they may be highly selective and written with a particular political agenda, they need to be interpreted within a context and against other authenticated material. The 'fantasy' elements contained in biographies about female agents such as Mata Hari and Kitty Harris, illustrate how central gender is to understanding the myth-making by the intelligence services. In Mata Hari's case, her myth as a femme fatale not only enabled her French prosecutors to claim that they had executed a traitor but, by contrast, had defined the appropriate role for women during the war. Patriotic French women, maintaining the home front, could measure themselves in opposition to the shallow and glamorous image of the 'spy-courtesan'. In post-Soviet Russia, Harris emerges in Damaskin's biography as a romantic figure who sacrificed her life for the Communist cause and suggests a nostalgic longing for Stalin's vanquished empire. Despite the challenges of the available printed and oral sources on intelligence, being alert to iconic images and emotive language -for example highly gendered romanticised elements such as the 'honey-trap' or the political martyr -may provide insights and offer alternative readings in a deeply contested field of study.
